Abstract: In his article "Metamorphosing Worlds in the Cinema of the Fantastic" Juan González Etxeberria reads fantastic films as appealing products of both unconscious psychological and institutionalized sociological anxieties. A result of the binary opposition of rhetorical strategies that shaped modern culture, the genre is an open door to other worlds where to dream of uncertainties and to indulge in our traumas. Its transgressive indeterminacy against the Cartesian system is traced from the origin of creative filmic language to postmodern disturbing fantasies about the unknown, having social control and individual free will as the only limits of its imaginary trips across time and space. Technical and financial restraints, on the one hand, and mystical and revolutionary ambitions, on the other, have configured a genre that has lately become an even more polysemic and polymorphic universe, where computer-generated simulations fulfil human desires and seek pleasure through a new vision of the body, a site where natural and cultural orders fade away. Resemblance to actual places or to persons living or dead, especially the latter, is never coincidental. page 1 of 12 CLCWeb: Comparative Literature and Culture 10.4 (2008): <http://docs.lib.purdue.edu/clcweb/vol10/iss4/7> Thematic issue New Studies on the Fantastic in Literature. Ed. Asunción López-Varela Juan GONZÁLEZ ETXEBERRIA Metamorphosing Worlds in the Cinema of the Fantastic Cinema and psychoanalysis, twin brothers, created innovative images; in fantasy, from the Greek for making visible, their connection crystallized into monsters, from the Latin for warning; monstrous fantasies as a way of cautionary representations of reality established the modern escapist forms of Gothic classics and were continued by the scientific romances written by H.G. Wells between 1895 and 1901. In those years, Sigmund Freud's studies and the Lumière brothers' cinematography broadened human horizons offering not just a factual record of life but an experiential one; film technology made visible the worlds psychoanalysis had located beyond our rational universe. After recording the outside world, the new invention was able to re-create inner fantasies, enlightening reality, "the image is evaluated not according to what it adds to reality but what it reveals of it" (Bazin 28). Free from documentary burden, Georges Méliès explored alternative geographies; his work is not antithetic to the Lumière brothers' films, since they included the first visual transformations. Considering Méliès as a synthesis of their photographic interests and his own creative imagination helps understand that D.W. Griffith was not the only one who owed him everything and learned from his two cinematic tools, mise-en-scène and editing. In Montreuil he built a humorous combination of realism and artistic trickery for Le Voyage dans la lune (1902), where physical space and time became fantasy through hand-painted sets and props, the meaningful junction of the different shots, and rudimentary special effects. Designing scenes for the camera and using the optical transitions of cutting, fading and dissolving against the dictatorial natural order proved what seen and unseen meant on screen, among other surprising dramatic effects like the substitution splice.
The Expressionist impossibility of differentiating standard from monstrous creatures and personal from real perception derived into a psychological mood, emphasized with surrealist mise-en-scène and subjective camera. Having the self against the natural system meant considering cinema an art, first, because of the author's perspective, and second, because of the purely visual expressions to describe inner life. Extreme angles, distorting lenses and a powerful use of chiaroscuro lighting were completed by a dramatically stylized acting and strong makeup to create drawings brought to life, where abstract and concrete, imaginative and real worlds were juxtaposed without transitions thanks to designers' work. Architects, engineers, and painters created Lang's Metropolis (1927), "the most important science fiction film since A Trip to the Moon" (Mast 156) Caligary and Metropolis influenced aesthetically and thematically the future horror and science fiction films and UFA's system and workers made a worldwide impression from the beginning, as Clarence G. Badger's film The Ropin's Fool (1922) testifies ironically: "If you think this picture's no good, I'll put on a beard and say it was made in Germany: then you'll call it art" (on the horror film, see, e.g., Britton, Lippe, Williams, Wood; Jankovich).
Not immediately appreciated as an art film, Tod Browning's Freaks (1932), self-defined as "the most startling horror story of the abnormal and the unwanted," represents a uniquely unpalatable radical reversal, whose grotesque characters expanded the traditional US-American horror of works Man (1980) , highlight the unjust and unreal reduction of human nature to perfect models. A macabre film, Freaks created its own subgenre, fascinating dramas where the audience is emotionally captured by what is visually repulsive. The most brilliant scenes of this talkie are silent poetry to be appreciated for the power of truthful images against false words. Nevertheless, verbal language as social norm constitutes an integration tool for those who deviate from society, and an allegory of the nineteenth-century conflict between individual behaviour and group acceptance. Lovecraft's idea of horror as impossibility in a normal world could only be appreciated in visual language if both were convincing, and so Whale's naturalistic approach to the small spot in West Sussex renders the pseudo-scientific experiments more striking. To obtain Barthes's effet de réel the fantastic expands the audience's willing suspension of disbelief, and being credible in terms of image, structure and narration causes the voluntary refusal to verify its truth. Bazin's defence of the realistic approach for the successful upside-down turning of the genre implies transmuting fantasies into recognizable images, "To make the extraordinary seem ordinary, and cause the ordinary to seem extraordinary" (Bradbury 41) . Rhetorical strategies explain science fiction and popularize its contents; the contrast between the realistic atmosphere and the imaginary threat in The Invisible Man is carried out by magnificent lighting effects, allowing fantasy to burst in with real density. John P. Fulton, its special-effects maestro, created visible invisibility printing a composite of up to four different sets of negatives and developing Méliès's use of black velvet; such elements, completed by physical or wire effects and directional camera movements, highlighted the director's meticulous approach to technological aspects, making possible another impossibility, to be known as an individual in the Studio years; his hallmark CLCWeb: Comparative Literature and Culture 10.4 (2008): <http://docs.lib.purdue.edu/clcweb/vol10/iss4/7> Thematic issue New Studies on the Fantastic in Literature. Ed. Asunción López-Varela was a combination of his visual language and Wells's literary aspirations, "But these stories of mine collected here do not pretend to deal with possible things … They are all fantasies … They have to hold the reader to the end by art and illusion and not by proof and argument" (Philmus 32). Whale's adaptation emphasized popular elements adding a love subplot and moving from the novel's satirical tone to a comic one, including Una O'Connor as the hysterical landlady, and departed partly from Wells, seen as "a danger to society" (Raknem 424) and his "irresistible gravitation towards the unpleasant" (Raknem 29), unacceptable even for the Naughty Nineties, when reading novels was still considered a pleasant activity.
An example of Hollywood's tendency to soften the political and social contents of its literary sources, this adaptation was more concerned about entertainment than fidelity. Wells's broad criticism on Victorian times, influenced by his socialist convictions, insists on dissociating personal ambition and social responsibility, and on substituting divine intervention for scientific experiments, to conclude, "The presumption is that before [man] lies a long future of profound modification, but whether this will be, according to his present ideals, upward or downward, no one can forecast" (Wells, "Zoological Retrogression" 253). In spite of Hollywood evasive efforts, in Sam Goldwyn's words, "If you want to send a message, use Western Union" (Grant 23), ideological readings consider the rise of the middle class as determinant in the genre's birth since fantasies dealt with the clash between the emerging bourgeoisie and aristocracy; Mark Jankovich interprets vampirism as an expression of the dialectics of power struggle in which the symbiotic relationship between old and new privileged classes made both sides feel less responsible for the unhappy outcome. The US-American film industry did not solve these political questions in its Golden Age; a perfect time-machine, cinema undid linear progression and located its artistic source in the Edwardian fiction, Wells included, in the same years that Virginia Woolf attacked it for not being "interested in character in itself; or in the book itself, but in something outside" (99-100). Gullible fantasies based on temporal and spatial adventures perpetuated in Hollywood and respected the Production Code and William Hays's puritanical obsession about moral restrictions in films to avoid showing illegal, immoral, or indecent behaviour, especially if depicting any pleasure or advantage derived from them; after all, money fed its monstrous industry, and so cycles and formulas were repeated ad nauseam wishing that what had worked in the past worked again. This way, themes and characters turned into mythologies that shared tone, atmosphere and, most important, a similar beneficial effect, no matter where they came from. Moreover, the genre's self-regarding tendency was increased by Universal horror box-office successes to escape the Great Depression.
Sedative and reassuring effects dominated in their natural fluency and perfect balance of plot and style, and kept the dream factory constructing nightmarish subjects and imagery for a screen full of vampires, werewolves and devils that ignored the real threat of confusion, inflation and recession.
Using fantasy as a rhetorical text with a conservative subtext worked, making horror one of the most popular genres. Fusion and fission are its main narrative structures to conceal seduction and abjection; condensing conflicting natures, in the case of Dracula or Frankenstein, or splitting them, from Jekyll and Hyde to the main characters in Fight Club (David Fincher, 1999) , provide solutions to overcome opposite categories. In the first one, in-between creatures, metamorphosing processes, and CLCWeb: Comparative Literature and Culture 10.4 (2008): <http://docs.lib.purdue.edu/clcweb/vol10/iss4/7> Thematic issue New Studies on the Fantastic in Literature. Ed. Asunción López-Varela experimental results inhabit a cinematic space ruled by elliptic editing and subordinated to makeup evolution; on the other hand, in space and time fission, mirrors, doubles or clones define identity problems, mainly sexual and social, through the appropriate mise-en-scène and a dialogic structure.
Fusing or fissioning phobias about the ego and the libido can take any shape, size or number, but they usually follow a classic narrative model where the danger's discovery, confirmation, and confrontation dramatically succeed to underline scientific deficiencies or to punish unlimited ambition. The dichotomous system produces the character's Doppelgänger, the richest scheme from Poe's William Wilson Honda, 1954) . Enemies were as frightening as to transcend the screen's two dimensions and appeared in 3-D in Red Planet Mars (Harry Horner, 1952) , It Came from Outer Space (Jack Arnold, 1953) or Gog (Herbert L. Strock, 1954) ; all these telescopic visions or the microscopic one in
The Incredible Shrinking Man (Jack Arnold, 1957) , making cinematographically a mountain out of a molehill, were perfect allegories of political reality. From the other side of the Atlantic, Hammer productions offered sequels and re-makes of horror classics, especially from the 1930s successes, repeating proven formulas and adding colour, blood, and sex in a naïve combination that worked since The Curse of Frankenstein (Terence Fisher, 1957), thanks to the British character of its leading and supporting actors, as well as its scenery. Nevertheless, the nationalist discourse did not prevent the iden- Richard Donner, 1978) , and cinema identified itself with the youngest audience, eager to see their superheroes defeat the evil forces in "kid's staff" movies. Adventures, muscular bodies, and goody-baddy plots from the world of comics increased the studios' profits, contributing to create the "blockbuster mentality," which favoured big monster hits like the first parts of Star Wars (George Lucas, 1977) , Terminator (James Cameron, 1984 ), or Ghostbusters (Ivan Reitman, 1984 ; spending a lot of money to get huge benefits assured their success and merchandise marketing made unforgettable those films where major technical advances, Dolby Stereo soundtrack and the Steadicam, helped cinematographers, production designers, art directors, special effects wizards, and other teams to create not just possible but attractive dreams. These "feelgood" movies, "a logical extension of Reagan's invocation to the American people to stand tall and feel great about our country" (Vineberg 9) , had no problem to substitute reality for a Disney production. US-Americans were invited to dream by their cowboy president Ronald Reagan, who saw cinema as part of his "Reaganomics" to recover from critical problems, as his farewell address in January 1989 reminds, "The way I see it, there were two great triumphs, two things that I'm proudest of. One is the economic recovery ... the other is the recovery of our morale. America is respected again in the world and looked to for leadership" (Reagan qtd. in Jeffords 3). In the 1980s, CLCWeb: Comparative Literature and Culture 10.4 (2008): <http://docs.lib.purdue.edu/clcweb/vol10/iss4/7> Thematic issue New Studies on the Fantastic in Literature. Ed. Asunción López-Varela most movies, not just the fantastic genre, offered "'what audiences want to see': spectacular narratives about characters who stand for individualism, liberty, militarism, and a mythic heroism" (Jeffords 16) . Robert Dallek saw them as the most significant part of symbolic politics to "satisfy psychological needs as much as material ends" (Dallek xxiv), reducing his countrymen collective anxiety and allowing them to feel in control.
By the late 1980s, the economic, political, social, and cultural crises could not be ignored any longer, and movies became good examples to be followed. Right-wing ideology dominated Washington and Hollywood and violence and spectacular special effects silenced any mature critical approach to real problems. However, together with mainstream fantasies, in an absolutely disproportionate ratio, a small group of artists, David Lynch and David Cronenberg among them, faced the unsolved mysteries of contemporary existence differently. Their conscious novelty, "Of course we have to be arrogant and assume that we can do something no one else has done" in Cronenberg's words (qtd. in Rodley 225), was not a definitive solution but an accurate diagnosis about the more than ever dichotomous world. The postmodern denunciation of limits elevates images to a self-explanatory status unconnected with reality; their privileged value as the only source of knowledge for Baudrillard makes possible a new vision of inner and outer reality taken by the camera, considering the outside world as a constant simulation, and our perception as an influencing part of our reality. If movies are no longer considered mere optical illusions, or, at least no less than other realities, then, it is impossible to distinguish reality from fiction, or realistic from fantastic approaches since "There is nothing real outside our perception of reality, is there?" in Cronenberg 's Videodrome (1983) . Since verisimilitude is irrelevant, their main interest is movies themselves, as links of real and imagined worlds. Perception levels reality and fiction, and the latter far from reproducing the former, complements and ameliorates it, or substitutes it, as in Videodrome where "television is reality"; images from Cronenberg's The Dead Zone (1983), (1996) , or Videodrome, or from any of Lynch's films from Eraserhead (1977) to Inland Empire (Videodrome), dying and being born are substituted by a much more creative existence, the world of computer games, "Long live the New Flesh" (Videodrome).
Crash
Fantasy and reality merge in movies like Crash, based on Ballard's technological pornographic novel where bodies and machines intimate, showing new self-reflective metafictional possibilities that the Special Jury Prize at Cannes Festival approved, even if reviewers condemned its depravity and the general audience ignored its elitist transgression. Undoubtedly, visual language, away from daily rationality and bourgeois legality, recuperated its irrational energy and fantasy's inadmissible attraction; therefore, it got closer to the criminal and the abnormal margins of what has never been seen or told before. As a language derived from two nineteenth-century inventions, photography and realistic narration, cinema has eventually achieved Karl Theodor Dreyer's dream of describing inner life through outer forms, similarly to abstract art; its final result is an uncertain and gloomy but stimulating series of images for our scopic pleasure to go forward and get caught in human body, discovering new ominous and morbid realities and getting obsessed with misshapen, grotesque and disgusting attractions, like Jeffrey Beaumont in Blue Velvet (David Lynch, 1986) , "I'm seeing something that was always hidden … I'm in the middle of a mystery, and it's all secret." Bodies are not any more preserved and respected in their purity, health and perfection, but punished, transformed and destroyed, and their human nature is complemented by animal and technological components to obtain a more complete pleasure derived from the unknown, in agreement with Freud's identification of sexuality with fantasy rather than with biology. The fantastic cinema history closes up on itself questioning reality and away from the axiomatic fundamentalist Christianity which has dominated Western culture. At this point of no return, back to the Expressionist perverse triangle of power, sexuality and death, we, like King Kong's (Merian C. Cooper and B. Schoedsack, 1933) main victim eventually realize, "'Twas not the aeroplanes, 'twas beauty killed the beast." Fantasies based on rational oppositions have usually destroyed their appealing danger because of their systematic bias towards morality and retribution in commercial terms. Unaware of the final message of Apuleius's story of Eros and Psyche, they share the same prejudices about the impossibility of enjoying darkness and the false but threatening verbal menace about monsters, which are punished until beauty is eventually reunited with beast and from their union, voluptas, pleasure, is born to confirm the synthesis of opposites and the metamorphic state of beauty, which lies in the eye of the beholder, and, in our case, in cinema's hands.
